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Dedicated to Jahn Buscema, the Michelangelo of the comics. 
Stan Lee 


Dedicated to Stan Lee, who knows talent when he sees it 
John Buscema 


Oh weil, you win some, you lose some! 
Stan 


But seriously, folks— 


Dedicated to every wido-oyed guy or gal who has ever held a pencil, 
реп, or crayon and dreamed of telling fantastic stories through pictures; 
10 everyone who's aver thrillod to tha sight of a dazzling drawing and 
langed to be able to copy it, or better still, to create an original! 


In short, to everyone and anyone who's ever wanted to bea comic- 
book artist! You're our kind of people. We know just how you feel. You 


see, we've been there ourselves! 
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PREFACE 


I've been planning to write this book for years, but it took Big John Buscema to 
light the fire and get the whole thing started. Here's how it happened. 


You know how it is. You intend to paint the barn, or mow the lawn, tidy up your 
room, or write a book--but you keep putting it off because there ara а zillion other 
things you'd rathar do. Well, that's the way it was with me. Гүв spent so many 
years as editor, art dirantor and writer of so many supernoro yarns that | just 
couldn't bring myself to write the ona book that | knew would have to be written 
sooner or later—the one book that Marvel fans everywhere always ask for whan- 
ever | deliver one cf my lilting little lecturas on some campus or other. Namely, 
the book you're now so gratefully grasping in your penciksmudged litle paws. 


Why has it been so esgerly requested? Simple. You see, while there's a veritable 
plethora of "How to Draw" manuals gallantly glorifying any bookseller's shelves, 
up to now there's been no book evallable to tell а budding young Buscema, or 
Kirby, Colon or Kane how to drew comicbook superheroes, and—most importantly 
—how to do it in the mildly magnificent Marvel style. Yep, I knew I'd have to write 
it someday, and it all came together when Big John organized his comicbook 
Workshop. 


Early in 75 Johnny told me ho was going 10 teach a course in drawing for the 
comics. My curiosity aroused, I visited ono of his classas and was absolutely 
amazed al the quality and depth of his instruction. You know how rare it is to find 
the foremost person in some field who can actually teach as wall as perform. 
Well, take It from me, | had certainly found him that day—and | was doubly 

fortunate in that he was a longtime friend as well as а co-worker at Marvel Cor 


Atter viewing the success of his popular arl course, I finally told Johnny that I felt 
it was a shame only a comparative handful of students could learn what he had to 
teach about comicbook artwork—e shame that so few were able to sit at the feet 


of the master. Then | planted the seed. If he were to illustrate a book on the 
subject, he could reach thousands of aspiring artists all at the same time, 
Obviously, no one book can substitute for an entire art course, but at least we'd 
be able to present a broad overview, illustrating the most Important elements of 
style, drama, and design that go Into the making of a Marvel superhero feature. 


Without looking up from his drawing board, he mumbled his usual monosyllabic 
grunt, which long years of friendship had taught me to interpret as a note of 
assent. Spurred on by his display of unbridled enthusiasm, 1 knew the project 
could bo delayed no longer. John Buscema would organize, prepare, and 
illustrate cur book-hased on the highly successful course he teaches in his own 
workshop-and | would do the writing and snaakily steal a disproportionate share 
of the credit, аз is my wont. So, here we are! 


Okay, | won't keep you from the good stuff any longer. Just remember one thing. 
The pages that follow were created to give you an informed insight into the way 
the most popular comicbock superhero strips are designed and illustrated. 
They'll bring you as many artistic tips, tricks, secrets, and suggestions as 
possible. They'll show you what we strive for in doing our drawings, and how we 
go about achieving our unique objectives in art and design. We've tried to 
condense our own long years of training, toil, and experience into this one valiant 
lite volume. And, in return, all we ask ol you is— 


Don't tell our competition what you've learned! 


Excelsior! 


Stan Lee 
Now York 1977 


THE TOOLS- 
AND THE TALK- OF THE TRADE! 


‘Since very few of us draw with just our fingernails, let's start 
off with what you'll need. Then we've gol to make sure we're 
all speaking the same language. This part's the easiest. 


Here we go! On these two pages you'll find just about everything 
you'll need tc get you starten. One of the rice things about being a 
‘comicbook artists the fect that your equipment is no big deal. 

Let's just give the various items e fast once-over 


Pencil, Soms artists profer a solt lead, some 
like the плаг hard lead. It's up tc you. 


Pen. simple drawing pon with a thin point, 
torinking ard bercering, 


Brush. Also for inking. A sable heir #3 is your 
best bet 


Erasers. One arl gum and 
‘one smooth kneaded orasor 
“which is cleaner te use. 


India Ink. Any good brand of 
black india ink is okay. 


White opequing paint. 
Invaluable or covering 
errors in inking. 


[| A glass Jar. This holds the 


y water for cleaning your 


brushes, 


Pushpins. Handy for kooping your 
illustration paper from slipping 
off the drawing board. 


‘Triangle. А must for drawing right 
angles and work ng in 
Perspective. 


Illustration paper. We use 2-ply 
Bristol board, large enough to 
accommodate artwork 10" x 15“. 


Drawing board. This canbe a 
‘drawing table or merely a flat 
board which you hola cn your lap, 
Either way, you always need 
some such thing upon which to 
rest your sheet of illustration 
paper. 


draw one for you. 


Ink compass. Well, how else are you 
gonna draw circles? While you're at It, 
you might as well get a pencil compass, 
too- even though Johnny forgot to 


T square. Invaluable tor drawing 
herdera ane <eeping lines parallel. 


Rulor. Far overyono who saye " 
can't drew a straight lina without 
arular.” Now you've no excuset 


Rag. This plain ol’ hunk of any kind of 
ipe your pen points, 


Of course, there are some things we omitted, like a chalrto sit on. 
апа a light so that you can see what you're doing in case you work 
in the dark. Also, it's a good Idea to have а room to work in— 
otherwise your pages can get all messy in the rain. But we figured 
you'd know all this. ` 


And now, onward! 


This type of panel, in which 
the reader's view of the scene 
15 from farther away, enabling 
him to see the figures from 
head to toe, is called a 
‘medium shot. 


And here we have a long shot. In fact, since it 
shows such an extrema wide-angle scene, you 
might even call ita panoramic long shot 
without anyone getting angry at you. 


Movin’ right along, we now 
introduce you to one of 
Marvel's many widely heralded 
‘close-ups, so called because 
the “camara” (meaning the 
reader's oye) has moved in 
about as cloco as possibla. 
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А drawing іп which the details are 
obscured by solid black (or апу 
other single tone or color) is called 
a silhouette. And now that we agree 
upon the languaga, let's got back 
to drawing the pictures... 
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When you're up above the scene, 
Icoking down at it, as in this panel, 
what else could you possibly call it 
bul a bird's-eye view? 


On the other hand, when you're 
below the scene of action, as in 
this panel, where your eye-level is 
‘somewhere near Spidey’s heel, 
‘we're inclined to refer loit as a 
worm's-ye view. 


THE SECRETS OF- FORM! 
MAKING AN OBJECT LOOK REAL. 


Anyone, even you or |, can draw some sort of circle or square. But how do 
мо make it look like the real thing? How co we make a reader feel аз if he 
can just reach out and touch it? How do we stop it from just lying there, 

flat and one-dimensional, on the page? How do we give it length (pretty 
easy), width (not hard), and depth (this is the tough one)? In short, how do 
we give it the proper form? 


Now that we've bothered to ask, let's see how Big John can help us find 
the answers 


Hore we see a simple handgun, without which there could hardly be any 
‘comicbooks, or ТУ action shows, or movies. And, if you ever want to 
draw a Western strip, you'd better take particular note of the fact that 
the barrel is really a simple cylinder, the bullet chamber is a cylinder 
encased In a cube, and the butt is based upon the basic shape of a 
cube. Obviously, the outer shape Is modified and altered to suit the 
desire of the artist anc the purpose of the drawing, but the thing to 
remember is the actual sphere-cube-cylindor construction beneath 


Now let's consider the automobile, Notice how there's a 
large cube representing the shape of the bady, with a 
smaller cube denoting the window and root area. As for 
the wheels—cyfinders, сі course. 
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The plane is equally easy. As you can 
, it's composed of a number of simple 


The purpose of this little exercise is to train you to “think through" the 
objects you see, the objects you want to draw. Don't just see them as they 
are, but rather see them as made up of any combination of our three basic 
shapes. "Sphere, cube, and cylinder” may be the most important words we 
сап teach you-nexl lo Make Mine Marval, of course 


As promised, let's see how what we've learned relates to 
the human figure. In this quick sketch of Daredevil, 
notice he has cubes for a rib cage and hip area, while 
cylinders form the basic construction of his arms and 
legs. Even the little band around his thigh follows the 
form of a cylinder. 


The same goes for faces. This one is 
also based upon a cyfinder—which has. 
been cut cff at the sides. 


Now LETS GET ALITTLE HEAVIER. ы 

EVEN SPHERES, CUBES. AND O 

USE COME EMBELLIEHMENT AND Qu Tee 
WAY WE ADD SHADING (BLACK TONES) ТО 

REINFORCE THE FEELING OF DIMENSION, 


OKAY, OKAY! IT'S TIME TO START PUTTING 
ITAL ЕЕ IN A PICTURE. 50 WHAT'RE 
YOU WAITING FOR? TURN THE PAGE, 

0 POTENTIAL PRODUCER OF PHANTASMAGORIC 
PICTURE PANELS! 


Below, on the left side of the page, you'll see two typical panela done in the 
Marvel style, Next to tham, on the right, we've attempted to demonstrate 
what we've bean saying for the past few pages. The top drawing is obviously 
composed of a sphere, plus а number of cylinders, with a cube on the 
bottom. The other panel depiets a flying car which, despite its unique and 
‘oddball shape, Is nevertheless still based on our good ol' cube, somewhat 
modified to be sure. 


The important thing about al! this is to train you to think In terms of sphores, 
cubes, and cylinders whenever you aee or draw any object, Once it becomes 
а habit with you, you'll find your drawings will begin to assume the proper 
form which seems to make them come alive. 


Here's more of the same, just to make sure we've left nothing out. 
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And now, get your ruler, 
T square, and triangle 
ready, "Cause it’s time 
for 


THE POWER OF- PERSPECTIVE! 


Just as FORM is all-important in making an object look real, so is 
PERSPECTIVE vitally necessary in making a scene look accurate—in 
making things appear to be correctly placed in the foreground, 
background, and all the places in between. 


It isn't an easy subject, but you've got to master it in order to draw a comic 
strip-and we promise to make It as simple and as clear as we can. (And, 

it it's any consolation, it's just as tough for us to explain as it is for you 

to learnt) 


So, since we're all in this thing together, let's go! 


‘As usual, we'll study the pix on the page opposite. And this time there 
are two new Words you've got to make a part of your conscious and 
subconscious vocabulary. The words are HORIZON LINE. 


Basically, the horizon line simply represents the viewer's eye level— 
that is, the spot in the picture where your own eyes would be if you were 
there observing the scene. 


Let's start with some little examples. Notice the cube on the first line of 
drawings (A). If you take it and turn itso thet we're looking at it head-on 
(E), you'll see thet the two side lines on top seem to be coming together, 
the way train tracks appear to come together as they recede farther 
into the distance. Okay then, let's continue drawing those two lines until 
they meet (C). The point at which they meet is the natural horizon line, 
and is consequently cur own eye level. Thisis called ONE-POINT 
PERSPECTIVE because the perspective lines converge upon the one 
single point. 


However, if we turn the cubo and then follow the converging lines to. 
their ultimate meeting place, we get a TWO-POINT PERSPECTIVE (0)— 
and I'm not gonna insult your intelligence by telling you why we've 
changed its name! Incidentally, you'll notice that the cube is below the 
horizon line and therefore below your own eye level. 


In figure (E) we've merely redrawn the cube exactly at your eye level, 
while in figure (F) we've drawn it a third way, showing how to put it 
above eye leval. 


‘Study It awhile. It's not as complicated as it may sound, honest! 


Here, just because Johnny hates to let his ruler goto waste, he's given you а 
couple more examples showing how the principles of perspective epply to 


any street scene. 


In this first drawing, despite the size of the scene 
and the number of buildings, you'll notice that 
everything converges towards one point; therefore 
it's a ONE-POINT PERSPECTIVE. 


You can guess what we're about to tell you 
about this drawing. The perspective lines are 
converging to two different points (along the 
ато horizon line, of course): Therefore, wa 
have an undeniable example of--TA DAAAA— 
a TWO-POINT PERSPECTIVE. And there's 
more to come 


TWO PICS OFFER you 
EXAMPLES OF SCENES. 
CONTAINING THREE”! 
PERSPECTIVE. CAN YOU FIND 
THE THREE VANISHING POINTS? 
GOT TO MENTION- 
THE CON- 
VERGING LINES COME TOGETHER 
AND FINALLY MEET IS CALLED, 
NATURALLY ENOUGH.THE 
VANISHING POINT. БЕТТІ 
LATE THAN NEVER! 


FINAN HATH FORGOTTEN, 


L ТНЕЕ--ТНЕ THIRD VANISH- 
ТОР, 


IN THE 
HORIZON IN AN EQUALLY ARBI 
TRARY MANNER. 50 BE IT! 


© Let's say you want to draw the inside of a room. Sounds simple, 
huh? But what about the furniture? You want it to look natural, to 
look as if it belongs, and most important of all, to look as if some of 
the pieces aren't floating in space. They have to seem accurate 
and realistic in relation to each other. Well, that's what perspective 
is all about, 


9 in the two illustrations on the facing page, notice how John makes 
use of his eye level (horizon line) and his vanishing points in order 
to have everything in Ihe correct perspective, No matter where the 

iewer's eye level may be, everything falls into place pleasingly 

because the perspective is correct. 


© And, did you notice the way the chair at the bottom of the lower 
pic is angled (turned) differently than the other pieces of furniture 
50 that it goes to different vanishing points? This gives us a third 
and fourth vanishing point on the same horizon line. 


Ф fit seems awfully complicated to you, don't worry. Johnny had to 
explain it to mo about a half-dozen timos—and I'm still wrestling 
with most of it! Anyway, let's go to the next page and tackle а 
problem or two... 


Okay. First we'll consicer somo explanatory diagrams, then we'll see how they apply 
to pictures we might use in our magazines, 


One of the main purposes of our study of perspective is lo allow us to tilt objects, 10 
twist them around and turn them without making them seem distorted er incorrect. 
These diagrams demonstrate how it’s done in the very simplest way. So, here we go. 


We all know thata perfect circle will fit perfectly 
Within a porfoet одиста. 


Bul, il we change the angle (the position) of the 
square then see how the cirele must change also. 
Sea how it becomes an oval. 


Now then, if we draw a cube (two squares in 
Perspective, sice-by-sidel, and then draw two 
ovals within the squares, and oonneo tho ovals, 
‘we end up with a wheel ~drawrn in perspec 


Just thought you'd like to see how to -— 
divide a square shape in wo-Inthe K 

proper perspective, Simply draw ` 
stralght lines from corner 10 corner, as 

shown. The exact center point is where | 
the two linos moat. Onca you've found 

your perfect center point-in 

erspective—yau know where lo do 

the dividing 


Suppose you want to divide a wall into five equal 


| parts, but to complicate the process the wall is 

== _# Grown In perspective (with lines converging 
towards a distant vanishing point). You merely. 

^ usa the same procedure we demonstrated In 


E example #2 above—mark off five equal visions 
fen the sida of the wall and then draw a straight lina 
from corner to comer. 


j Your pointe ot division wlll be found exaetiy where 
the lines cross. 


| your five equal vertical divisions, ell in the correct 


| 
| М 
| perspective. 


Now then, we just know that you've been. 
waiting all your life for a chance to draw a 

checkerboard floor in perspective. Here's. д 
how. E 


—Draw your basio square shape, at any 
angle you wish, 

On a line parallel to the bottom of the 
drawing, mark off as many squares as you 
wish, eGuall divided. 

From those points, now draw lines 
‘extending towards the vanishine point. 

Add your diagonal line, and where it 
crosses the lines you've originally drawn, 
you hava yaur ахас! division paints for 
рее squares in perspeotive. 


Since you've been such a good sport about Ihe dull stuff, now let's go to tha next page 
and see what bearing all this has on some zingy comicbook drawings... . 


Now, when we mention that this 
PON 


Horo's a simple ONE-POINT 
PERSPECTIVE, just a bit 
below eye level. The eye 
level is really the bottom ot 
the car's wheels, because 
‘that's whore your oye would 
boil you were actually on 
the scene. See how i all 
begins to come together? 


By now wa don't even have 

to tell you that this is 
obviously a THREE-POINT. 
PERSPECTIVE bird's-oye 
вые" just mention 
Тгапуяау because wo need 
tha oxerelsal 


We thought you'd enjoy 
these particular pix— 
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“-ввсацво they show 
how we put the figuras. 
themselves into the 

proper perspective in 
typical Marve! scones. 


| Pay particular attention to whera the eye. 
level is in each panel, as well as the location. 
cf the various vanishing points. 


ALT CHAWLA! we 
VAN E SABE MORE 
EASILY OUT THe 
ZB 
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LET'S STUDY- THE FIGURE! 


This is it, gang! This із what you've been waiting for! The 
preceding sections gave the basics you need—tha cereals 
and vegetables. But here's where you get to the main course 
—and the dazzling desserts! 


‘The main purpose of this illo (we'll save 
our publisher a fortune in typesetting by 
not spelling out the whole word 
“illustration”! Hope he appreciates 1) із 
toshow the difference between the way 
we might draw a normal, nice-laoking 
male and a hercically proportioned 
superh 


Note that the superhero is larger, 
with broader shoulders, more 
muscular arms and legs, a heavier 
chest, and even a more impressive 
stance. There's nothing weak- 
looking about the fella next to. 
Captain America, bul a superhero 
simply has to look more impressive, 
more dramatic, moreimposing than 
an average guy. 


Perhaps the most important single 
point to remember is that you 

should always slightly exaggerate 
the heroic qualities of your hero, 
and attempt to ignore or or 
negative, undramatic quali 


But, what about the villains? Glad 
you asked. Next page, please... 


20 Would believe that virtually the same rules apply to the villains 
an a yt 
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below le dazzlin Doc arawn in the dynamic Marvel style. 
Зее the difference? Well, just to play safe, let's go over some 
of tha finer points. 


While there's nothing 
basically wrong with 


eos 
mere posing. Ho 
feet are рі 
fenher anari ging 
more weight. 
ое / 
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the character i 

src i. His 
chest 
бин, 
se bigger and more 
мо 


The ditforonces ero somewhat subtlebut the one 
above is the way Marvel would do It's important, 4 
that you train your oye to catch those elusive but E 
essential variations. They oan spell the difference. SÁ 
between great artwork and adequate artwork. 

‘And we never wanna think of any Macvelita as 

being less than great! 


One thing you must always 
remember. (Because there 
may be a test!) Learn the 
rules we give you. Make them 
part of your pormanont 
memory bank, but always be 
flexible. Sometimes you'll want 
to stretch the rules a bit. The 
key point is this—you can only 
bend the rules successfully 
after you've learned them 
perfectly. 


Naturally, there are exceptions to every 
rule. Even though we told you that the. 
average superhero is eight-and-three- 
quarters heads high, you can run into а 
cuddly character like The Thing who 
might bs only six heads high. But then, 
you wouldn't want him to look like Mr. 
Fantastic, would you? (I just thought of 
something. For all you semantics 
students, here's something to mull over. 
The phrase "average superhero” just 
thas to be a non sequitur, right? Funny, 
the things that pop into your head whan 
you're pounding the keyboard!) 


Just for fun, we thought we'd toss 
in The Kingpin also, to show you 
how to handle a character who's 
barely five heads high. The trick is 
to make him squat without making 
him look like а pantywaist. The 
larger you make the head in pro- 
portion to the body, the heavier and 
mora bulky tha charactor will saom. 


‚And now that we've 
studied the figure— 
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LET'S DRAW THE FIGURE! 


This part is dynamite! So let's not waste a second—! 


Lock, the first thing a fledgling artist needs is self-confidence. 
And here's the way to get It! 


"Most anyone can draw a stick figure, (Even Irving Forbush!) 
They're simple, they're Tun, and most important of all, they're 
the easlest way for you to get the action and the position you 
went for your charactor. 


Don't try to do a complete drawing all at once. Spend ай the 
time you can doodling with stick figures. Stay with them for 
hours, days, weeks if you feel like it, until they become. 
‘second nature to you—until you can create virtually any рове 
you can think of. 


LAL Then, as you got moro and moro facile with 
Lee SS your stick figures, you сал start “leshing 
them out," ва we show you on the next page... 


Notice how you can add ovals for the rib cage and the 
hips. Then, forthe arms and legs, you can start bullding 
the figure by adding cylinders. 


For example, say you want to draw Iron Man 
in a crouch, about to spring at some malicious 
misoreant. Firat you get the proper position 
for him by means of a simple stick figure. 


Then you build his body (flesh it ош) by adding 
oylinders. Note: Always "draw through” the figure. 
‘That is, even if some portion of the body will be 
hidden by an arm or a leg, draw it through anyway. 
You can eliminate it later when you add the limb 
which’ conceal it, but by drawing through, you 
make certain you've got every part of the anatomy 
positioned in the right plac 


Finally, heving finished fleshing out the figure, you 
erase the construction lines which have been 
drawn through and get a result somowhat like this 
final figure of ol' Shell-head. (That о, you'll get it 
if you practico as long as Johnny did!) 


, Here, on this page, the same thing 
x holds true for Spidey. We decide 
the pose we'd like to draw and start 
*stick-figuring it. Notice the way hls 
left knoe is bending towards you? 
That's called “foreshortening. It's 
done a lot in comicbook artwork. 


And here's where wo 
start floshing him out 
again. Just add those 
clever little cylindars as 
you go. See why we 
stressed them 
eerlier on? 


We don't want to pretend that the 
fleshing-out process Is as easy as 
we've made It look here. It isn't. But 
the more you work at this, the easier 
i'll become. The important thing is 
to train your eye until the lines 
almost begin to take shape in your 
imagination before you start putting 
‘them down on the paper. 


ex 


Now then, for those of 
you who've mastered the 
cubes and its cousine, 
and for those who really 
understand the construc- 
tion of the human figure, 
there's another approach 
to forming the body. It 

as basic and obvious as 
the simple process ot— 
scribbling! So, И you're a 
more advanced student, 
you may get a kick out 


of this. 


Never underestimate the im- 
portance of scribbling. Alter 
you've started with your stick 
figure, build it up by scribbling 
—as in the drawings on this 
page. As John explains it, I's 
like being а seulptor and 
building a figure with clay. 
You just keep adding these 
loose little lines until the 
figure starts taking shape. 


Another important thing about 
scribbling is that it helps you 
to loosen up and get a feeling 
of movement and action. Do 
your scribbling lightly, and try 
to train your eye to spat the 
lines that are correct and to 
reject the ones that aren't. 
Then, as you continue to mold. 
the figure with your pencil, you 
‘emphasize the important lines 
and eventually lose the others. 


As you can see, the same 
technique applies for any 
pose, any mood, and any 
person, male or female, young 
or old. Can you now easily 
recognize the progress of the 
sketches? Can you eoo how 
we start with a primitive stick 
figure and continue to scribble 
over lt, thinking in terms of 
imaginary cylinders, until we 
end up with the pose we want? 


Never never let yourself 
torget-you always build 
your drawing, starting 
With a loose sketch and 
fleshing it out. It's tho 
professional way, the 
best way—the Marvel 
way! 


THE NAME OF THE GAME 15- ACTION! 


Action! A Marvel specialty! A Marvel Trademark! Sharpen 
your pencil, pilgrim—here’s where we separate the men 
from the boys! 


Now let's study some figures in motion and see which we like and 
which we don'i=and why. 


Figures 1 and 1A are both rough skatches of somebody running. 
But notice how much faster, how much more dramatically, how 
much more heroically figure 1A is moving. See how his center line 
has more swing to il, impelling him forward with force and 
urgency. 


Same thing goes for figures 2 and 2A. Both depict a character 
reacting to a punch In the Jaw. While 2 is a perfectly clear, under- 
standable sketch, It simply lon’t done in the Marval style. It doesn't 
have the vitality, the movement, the sharply curved center line of 
2A. See how much looser 2A is-see how the legs are bent and 
thrusting backwards as the arms jut forward. See how the head 
follows the center line, completing a graceful, fluid curve, Now 
that’s Marvel! 


Even when characters are just standing, the same rules apply. Notice 
the figures on the facing раде... 


In each case, the smaller figure Is okay. But just okay. Not particularly 
‘dramatic, not overly heroic, and certeinly not very Interesting. 


Now then, ses how tha larger figures, which illustrate the same poses, 
hava more drama to them, mora harolem, and far mare Interest. 


The varietions may not seem to be major, and yet as simple e device as 
thrusting the head farther forward, or spreading the legs farther apart, 
can make all the difference in the world, Basically, the smaller figures 
are perfectly adequate drawings; but the larger ones are Marvel-style 
drawings! 


On the two following pages (68 and 89) you'll 
find a number of other action sketches which 
are all pure Marvel. Study them carefully and 
try to duplicate them. They're simple, loose, 
free-and-easy, and—although each was done 
With just a few sketchy lines—they're all 
excellent examples of how to get that Marvel 
feeling in even the simplest of drawings. 
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FORESHORTENING! 
THE KNACK OF DRAWING THE FIGURE 
IN PERSPECTIVE! 


This chapter's a short one— but it's vitally important, Take your time with it 
and make sure you thoroughly understand all the main points. Without a 
knowledge of foreshortening, all your figures could end up looking like 
they were drawn on pyramids by the ancient Egyptians! 
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DRAWING THE HUMAN HEAD! 


Or even the inhuman head— we're not prejudicad! 


Most everyone can draw faces and heads of some sort-even if the 
head Is Just a simple circle with two dots for eyes and a straight line for 
the mouth. (Sometimes if you omit the nose in such a sketch no one will 
‘even miss It) 


However, the time hath come for us to study heads drawn in the 
Marvel manner. And, since we have to begin somewhere, let's examine 
the sketches on thesa pages. 


Notice that the head drawn in profile should generally fit into a square 
(as shown), with the nose and part of the chin protruding. 


Also note that the oyos usually como midway In the skull, between the 
top of the dame end the bottom of the chin, 


It you divide the skull into four even quarters, from top to bottom, tha 
nose will usually be in the second quarter up from the chin—with tha 
ears falling in about the same level. 


As you can also see, in the full view the head isn’t a perfect oval because 
the jaw has a slope which makes the bottom of the skull considerably 
narrower than the top, 


Keep these drawings which depict the skull in different angles, and 
use them as guides for the exercises that follow. Once you're familiar 
with this underlying construction you'll be able to tackla practically апу 
type of head imaginable. If you're still not convinced, let's go to the 
next page... 


For starters, let's draw a typical hero-type head. Since everything Is sesler 
when you've got a few rules to follow, here ere some tips you ought to 
remember: 


The head is generally ive eyes wich. 
There is one eye's distance between the two eyes. 


To determine the width of the mouth, draw an equilateral triangle, 
starting at the top (bridge) of the nose. The triangle goes down, 
touching the nostrils at the cuts бө of the nose, right? Of course! 
Well, the width of the mouth is determined by where the two lines 
Gross the mouth line! The same shortcut applies to the chin, 


Simply start your triangle underneath the nose, through the lower 
lip (where it starts to turn up) and, when it touches the bottom of 
the head—Eurekal That's the width of tha chin! 


At this stage, keep your faces simple. Notice there are no extra 
lines in the forehead or around the nose or chin. 


Keep the nose somewhat small and make the chin strong and firm. 
Give the halr body and thickness, Don't just let it Ile flat on the head. 


Keep the mouth simple. Notice the curve of the upper їр-ала just 
a small simple line for the lower ір. 


‘There are, of course, thousands of variations on these little rules. However, 
remembering these basic principles will make it easier to draw the many 
different types of faces that awalt us... 


As you cen see, there are many 
different types of good-looking 
males, be they human, amphibian, 
or whatever. However, the 
important point to remember i 
you generally follow the rules. 
given you, you'll be able to make 


matter what На origin or hia faciat 
expression. 


Drawing tha good guy is, as you can probably tell, a somewhat 
formularizad task, But drawing the bad guy—ah, that's where the fun 
is! That's where you can let your Imagination run riot and really do 
your thing! 


As you know, your average vile and vicious villain comes in all sizes, 
shapes, and categories. So, when creating his head, you can use eny 
shape that grabs you-sauare, round, wide, narrow, pear-shaped, 
whatever. Of course, you have to be sure that his looks complement his 
character and personality. The types of villains available to you are 
virtually limitless. There are the strong ones, the sly ones, the nutty 
‘ones, the paranoid ones, the ruthless ones, the grotesque ones, the 
deceptive ones, the alien ones, and too many others for us to mention 
since we have to pay for cur own typewriter ribbons! 


So, И you'll courageously turn the page, we'll give you a selection of 
sample types, with various different head sizes and head shapes. You 
pays your money and you takes your choice! 


Now we come to almost everybody's favorite part-drawing the face of a 
pretty gir!—and few people are as well-qualified as Big John himself to give 
you all the info you need. Not only is John one of the all-time greats in the 
field of superhero strips, but he also Is almost without peer when It comes 
to portraying beautiful females. And, if you need any further proof, read on. 


NOTE: We're going to devote quite a bit of space to this section, because 
the semblance of a beautiful heroine is usually more difficult to produce 


than a drawing of a hero. 
As usual, let's start with five basic steps-the profilo first: 


| 
| Draw the head within en imaginary square, 
locating the eye line halfway down the face. 


f 
Place eye and nose, Nolo how tho noso 
"t out and up from the kull and is rather \ 
лог, Using а solt curved ino place the \ 
Seek from tho ear to the ron ofthe skull, \ P. 
halfway between bottom of nose and boltom A f 
of chin, \ | 
\ | 
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Place the mouth well forward from the skull. / 


Noto thatthe lower lip le fuller than the 
Upper lip, while the upper lip ts out father 
forward. Soo tho angle line John drow to 27 
show no extension of ips In relation to nose | 
amd etin? < 
hy 
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-4 


Расо tho oyobrow, but not too low--and 
employ a graceful curve. Bring chin forward 
and find propor positioning of nostril by 
drawing a straight lino from mouth to eye 
lino. 


Notice that the forehead is always rounded 
and never flat. Koap the oyelachos a solid 
mass—don't try to draw each little lash. And, 
as ever, keep the hair full and fluffy, not flat 
on the damser's doma. 


Tell you what, We'll operate on the honor system. John and | will take your 
word tor the fact that you've been faithfully practicing drawing the female 
profile, We'll assume that you've got It down pat now and are ready to tackle 
the front-view drawing. See how we trust you? 


This time, just so you don’t take things too much for granted, we'll hit you 
with a total of six steps. But don't worry about it... . they're each adorable! 


line, midway on the 


Draw a well-proportioned egg shape. 
сооз rule of thumb for 


(Bee? Told you not to worry!) 
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indicate the area for the mouth the hoed, preferably. 


Here's whore the real drawing begins. No shortout for this. You've got 
to really draw the ga's nose. In the beginning, copy it as best you can 
rom the one Johnny has shown horo fo? you, Always mako ita litle 
narrower than the width of one eye, and make sure that it tilts upward. 
Find tho width of tho mouth by drawing lines from the tap of the nase 
past the nostrils. The upper and lower lip ere positioned by continuing 
the chaek line through the mouth ares. 


to add а head of hair and erase your guideline 
Notice again that the eyelashes aro a solid mass, and the eyes are 
slightly higher at the outside than the inside comers. 
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Naturally, being able to draw a head is only part of it. The big thing is to ba 
able to animate the head, to put interesting expressions on the face. So, hare 
we go again. 


The faces on these pages were all constructed exactly like the one you've 
Just been studying, Notice how John [3 able to change the expression as 
often as he likes simply by making slight alterations in the mouth, the eyes, 
and the eyebrows. Each expression is obvious. Each expression is different. 
And each expression can be mastered by you if you'll merely study them 
carefully and follow thase few simple tips: 


Keep your female faces simple, Use no extra expression lines on the 
forehead, or around the mouth or nose. 


‘We repeat, you don't need a lot of lines to show expression, or to change an 
expression. Keep It clean and open. 


Study your own face in the mirror. Practice making different expressions 
yourself and see what happens to your face when you do. Most artists are 
their own best models—and the only equipment you need is mirror. 


Virtually the same rules apply to male faces as to female faces (regarding 
expressions). So study this section carefully, and apply the same formulae 
10 the various male characters you may wish to draw. 


nce you learn the basic rules, 
it's fun to change them and come up with your 
‘own versions. But you must know the rules 
perfectly before you can begin editing or 
revising them. 


But how about a little variety? Suppose wo 
‘want to draw a more sophisticated type, or an 
‘older woman? Well, that's why we told you to. 

learn the rules first, end then have fun editing 
them. Here's what we mean . . 


Let's say a story calls for a sophisticated villainess type. Okay, we make the 
Jawline a bit more angular, and then give the eyebrows more ot an arch, 
‘Also, let's raise the outside corners of the eyes and straighten the nose a bit 
See the difference? Still a great-looking female. Still abiding by all the rules 
ме gave you. But, with just the slightest little changes, we've made her a 
‘somewhat different type. On the second line we did the same thing to the 
gal in profile, to show you how she'd look if you were standing to the side 
of her. 


By the way, those two swingy earrings which John lightly sketched help to 
give the impression of sophistication, also. Naturally, jewelry, clothes, 
hairdos, and everything else about a woman (or a man) help to create the 
proper look and mood. 


Now, for a somewhat older woman, simply round out the jewline a bit, add е 
very slight double-chin effect, and with Just спе curved line under each 
oye, see how you give a feeling о? puffiness (hence, additional age). And, as 
you can see, her earrings are smaller and more conventional, also 
suggesting maturity. 


Just to make sure we haven't missed anything, 
let's give these important points to remember 
a final once-over ... and let's see what they'd 
look like if they happened to be done wrong. 
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БО draw eyelashes as amass. 


DON'T try to draw individual 
DO tilt the eye upward on 


‘ayelashes. DON'T draw eye too 


outside. long and narrow. 


DO draw nose tilted 


DONT craw nose tilted up. 
upward; DO craw small 


too much. DON'T draw 
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DON'T draw eyebrows аза 
simple curve. 


DONT draw bumps on DON'T let tip of rose dip. 
nose, (1% always опе 
large nostrils. simple smooth line) 


DO leam to draw a mouth with a 
pleasing shape. 
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DO always place upper їр farther 
forward than lower one, 
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DONT try to draw bow lips. 


A 


DON'T put upper lip too far 
forward, or make It too thin. 
DONT make chin too weak. 


DON'T crew angular lips 


DONT make lips too thick, 
DON'T let lower lip Jut too tar 
forward. DONT make chin too 
prominent. 


On page 106 we present a series of beautiful-girl heads in different 
positions, to allow you to see how the beauty remains no matter what the. 
angle. Notice how the nose is always tilled upward, regardless of the 


head's position. 


‘On page 107 we've included females’ heads drawn by different artists, 
to enable you to familiarize yourself with different styles and techniques. 
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COMPOSITION! 


Putting the picture together! 


Another vitally important element of design is the so-called 
"camera angle." Obviously you, as the artist, can draw a scene 
from whatever angle look at a scene head-on; 
you can tilt the “camera” (the viewer's eye) upward, or down, ог 
sideways, or any way you wish, just as a movie director сап 
arrange his camera shots to sult his own taste. 


Аз you can imagine, some camera angles are more dramatic, 
more interesting than others. It's your job to find the angle that 
will make the most of the picture you want to present, and then to 
illustrate it for your reader. 


Here are three examples of different camera angles depicting 
thraa different scenes. Let's study them together for a moment. 


Dr. Strange ls entering a room. 
flat, simple, obvious camera angle. Same situation, but by changing the. 
Nothing really dramatic or unusual camera angle see how the scene has a 
about lt, sense of urgency, of Impending drama. 


DRAW YOUR OWN 
COMICBOOK PAGE! 


If we can do it so can you! 


This Is whore the artist starts building his figures, using the spheres, cubes, and 
cylinders we studied earlier. Notice how he will draw through a figure wherever. 
necessary. And see how the original stiok-figuro lina now becomes his action 
center line. 


This is it—the "fleshing-out" process, which we discussed in Chapter Five. As you 
сап see, from spheres, cubes, and cylinders it's not a very big step to the completed 
figure—at least not once you've learned how to draw the face, the body, and all tha 
other things we've been so brilliantly explaining! 
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THE COMICBOOK COVER! 


Without which you cannot tell a book by! 


THE ART OF INKING! 


No matter how beautifully a page may bo drawn in pencil, И cannot be 
printed in а comicbook unless black india ink is applied to the original 
pencil drawing. That means someone has to trace over the initial penciled 
artwork with either a paintbrush or drawing pen, transforming each 
Illustration into a carefully “inked” final product. 


However, always remember that an inker is not merely a person who 
traces a penciled drawing. The Inker nas to be an artist himself, (Or 
herself. No chauvinists wel) A gifted inker can make mediocre penciling 
look great; while a mediocre inker can make great penciling look dull! 


Inking is vitally important. The more you know about it, the betler. And 
here's where we begin... 


Inking can tend to be tiresome, and it requires 
relentless concentration. Therefore, you should 
make sure your posture is correct. Whatever you 
до, don't slouch over your drawing board. Sit up 
straight—slouching will make you weary and 
listless. 


TIP: Tha ink in your pen points and brushes will 
become hard and stiff if you don't keep them clean. 
Always keep a jar of clear water at hand and soak 
both brushes and pon points whon they're not 

in use. 


Even though india ink is more permanent than pencil, don't get uptight 
if you make a mistake. You can always paint over your error with opaque 


white paint, and—as soon as the paint 
over it. 


:s--ycu can ink right 


For ruling lines (which inkers are continually called upon to dc] you. 
can use a ruling pen. No need to dip it into the ink, though. You merely 
load a brush with ink, and then run it ever the pen until the pen ls fled. 


Later on, when you feel more adventurous, you can actually rule lines 
with your brush. It's far more difficult, but it often pays off because 
your finished lines will have more character, more interest, They won't 
be as stiff and totally uniform as lines ruled with a pen. Merely hold a 
ruler at about a 45-degres angle, and by varying the pressure of your 
brush, you can make lines of virtually any thickness. 


Your best bet is to become equally facile with both pen and brush. The pon ls easiest when 
you're just inking black lines, but you'll need a brush for filing in solia black areas. Of course, 
you can also use your brush for drawing lines, but it's more difficult than the pen-it requires 
greater control on your part. The lines must be clean, sharp, and decisive-not ragged or 
scratchy. Still, we suggest you learn ta use a brush-Iearn to virtually draw with your brush 
instead of merely tracing the pencil lines. You should feel you're creating them anew with the 
brush—tea! that you're drawing Ihem--otherwise the finished drawing may seem eti and lifeless. 


Notice the patches of design below. They were all done with a Windsor Nawton 43 sable hair 


brush. Patches 1 through 4 aro called “feathering.” This is when your brush "feathers" a number 
of roughly parallel lines. Notice how some strokes go from thin to thick—all done with the same 


brush, by merely varying the pressure you place upon the brush. Patches 5 through 8 were done 
using the side of the brush. This technique is handy for inking hair on a character's head. In case 
you're wondering, 12 was done by dragging the point of a razor blade along the edge of a ruler. 
Try duplicating thes 


various strokes and, even better, coo how many of your own you can create. 


‘And now, let's take a few typical examples of inking and study them. We'll see if we can tell 
what's good about them—and what needs improving . .. 


à | 
< 
E 


11 


ГЕ 


Here's a wellinked panel, shown the size it was originally worked on, 
and then reduced to tha size it would appear in a comicbook, so that 
you can see how well it raproducas even when scaled down to 
comicbook panel size. Notice how the lines vary in thickness, and how 
they're heavier on the underside of the bodies—away from the light— 
giving solidity tothe figures. Note also how clear tne picture is, even 
though there ere many figures and a wealth of detail. One of tne most. 
important tasks the inker faces isto insure that the drawing will be 
understandable to the reader, no maiter how complicated it may be. 
One way to achieve this is to use heavy blacks to make tno figures 
stand cul from the background, es in this exemple 
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Here we've taken the same panel and overworked It- used too many 
blacks and too many lines. Notice how complicated it looks in its 
original size, and how much less clear it show much more difficult 
to understand-after it's been reduced to comicbcok panel size. 
Adding too many details and too much texture in the inking has made 
the figures blend with the background instead of standing out in sharp 
relief as the penciler intended. In short, the picture has become much 
harder to read, less pleasant to look si, and will also be more difficult 
to color. 
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Using the same pencilad drawing once again, we ga to another extreme. 


This time the inker didn't get nearly enough variety in his lines, or in 
his black areas. As you can ses, his lines are almost all the same 
weight, with no feeling of "thick and thin." His solid black areas are 
too skimpy and too spotty; they're scattered all over the panel in по 
definite pattern, and seemingly for no particular reason. The figures 
don’t sland apart from each other and they all seem to blend in with 
tho background. As you can sae, is just as bad to каар а panel too 
light as itis to averwork the drawing. 
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Sometimes a penciler indicates In his penciled drawings where the black areas should 
go. Other times he leaves it to the inker. However, no matter how the decision is 
arrived at, the important thing is to know when and where to place your strong black 
areas, for too little or too much black сап weaken or totally destrey a penciled drawing. 


While the black masses of course give a drawing solidity, they also help focus 
important olements in a picture by attracting the aye toward any desired area, Equally 
Important is the use of solid and strong black masses to create dramatic moods within 
the drawing. Now, let's study some examples to help us clarify those points 


Notice how the heavy black areas here 
Concentrated on just one side of the figure. 

There are almost no blacks in the light area on the 
other sida. This technique serves to accomplish 
two things: 1) lt gives the figure a feeling of 
dimension, of roundness. 2) It directs the reader's 
attention to the characters head by framing the 
head with massive black areas, directing the 
reader's eye lo the alHmportant fearful face. 


In this panel we have similar lighting, 
with one bright light source Illuminating 
one side of the body and casting the 
ather side in deep shadow. Even though 
the figures are drawn quite realistically, 
noto how boldly and simply the heavy 
black shadows are applied. For the most 
dramatic effects, keep your inking 
simple, with just one definite light 
source in each panel. 


Now let's analyze two more typical panels 
through the use of simplified diagrams. In the 
top panel, Ihe artist's main purpose was to 
create a mood of fear and menace. Once 
again, notice how boldly anc simply ne 
applied his black masses. The heavy shadow 
seems to totally engulf the smaller white 
figure, which is sharply highlighted lor. 
maximum emphasis. In the corresponding 
panel on tha right we've reduced the entire 
design to its simplest form, so that you can 
easily discern the crisp contrast between the 
stark black and white valuos 


Always remember—the placement of your 
black areas creates a definite pattem in every 
picture. This pattern must never be toc 
complicated, or too busy, lest It confuse the 
reader, Whenever an illustration causes 
contusion in a reader's minc, it also causes 
the reader's attention to be divertad, thus 
breaking the dramatic mood that each 
preceding panel has attempted to create. 

In other words, Charlie, keep it simple-and 
keep it clear! 


ра 
аа 


ра 


bz 
СЕТЬ, 


2) 


Here we have an extremely complicated scene. Yet, cespite the wealth of deteil, note how the 
placement of the black areas creates a pattern which seems to draw the reader's eye smoothly 
across the ploture. Notice also how the three figures in the center have been given Just enough 
black dabs—especielly around their heads-to allow them to stand out from the background 


Next time you study a panel in order to analyze the inking technique, train yourself to squint 
your eye and try to recognize the way the black areas are massed for design, in the same way 
as we've attempted to show you by use of the two simplified panels on this page. 


Horo's a different application of blacks. On the previous page we saw the black areas used in a 
very realistic way; here we have an example of blacks being used decoralively. Notice how the 
black highlight lines on the ship seem to be aimed directly at Ihe figures, focusing the reader's 
attention on Reed, Sue, and the baby. Notice also how the blacks in the upper areas of their 
bodies encircle the three heads, directing your eye right to the cluster of faces. 


Next we have what seams to be a complicated arrangement of blacks but is actually a simple, 
very direct pattern. In this case, the use of blacks directs the reader's eye around the panel in а 
smooth, harmonious rhythm. See how the black shapes at the right side of the panel are large 
and bold, while those at the left are far smaller. The purpose of these smaller black areas is to 
counterbelance the larger black masses at the right. To prove this for yourself, simply covar the 
smaller, left-hand black areas with a piece of while paper and notice how the panel seems 
lopsided and off-balance without tham. 


Never add blacks merely because 
you've got some extra ink in your 
pan or brush. Always nave a 
definite reason—cither to enhance 
the design of the panel, or to help 
Clarity а complicated layout, OF 
equal importance, of course, is the 
use of black to emphasize a certain 
mood. And, speaking of mood ... 
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Hey, how lucky can we bel Here's a perfect example of the use of blacks lo create a certain mood! 
By squinting our eyes, or abserving the simplified panel on the right, we can instantly see that 

all tha black areas are in crisp, simple vertical or horizontal forms, thereby creating а calm, 
motionless scene—with the dramatic exception of the large, slanting black masses on the 

winged gargoyle, which add a sudden feeling of shock, of uneasiness, of impending danger 

and menace! 


The large, vertical black designs within the fence bars are also tremendously important in this 
illustration, for they serve to unify the entire picture. Without them, the whole design would 
seem to fall apart. 


In the panel below we have an entirely different feeling. Here, In order to dramatize the mood of 
the panel, the black designs seem lo be jumping all over the place, creating а scene of chaos 
and action. Bul even here, note that the pattern—though seemingly jumpy--is also quite uniflad 
and consistent, helping to rivet tho reader’s eye on the action within the picture. From the 
standpoint of abstract design, tho black areas are arranged to create a pleasing, exciting 
circular movement. 


As you once again squint your eyo to study Ihe scene, notice how the two slashes of black 
across the bottom of the picture, fram right to left, ава to the action and also ect as а 
unifying force. 
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For our final two examples, 
notice how this first picture is 
handled with extreme realism 
The light is obviously coming 
from the left, casting every- 
thing on the right in desp. 
shadow. See how the heavy 
black shadow areas emphasize 
the feeling of a horror story 
You know it isn't a humor 
strip or a romance, just by 
looking st the design of the 
panel. Also, observe the way 
the black areas in the back- 
ground give a feeling of 
authenticity and detal! without 
detracting from the two 
important figures themselves. 
The panel is heavy, it's lush, 

8 melodramatic; and yet it's 
clear and compelling. In a 
word, it's Marvel! 


Okay, let's consider the bottom 
panel, Notice how the large black 
arees on the building seem to point 
directly to the most important 
element of this picture, the leaping 
figure of Spider-Man above the 
roof. Of course you've already 
observed how the black designs in 
the figures of the police at the 
lower left serve to counterbalance 
the large black masses on the 
bullding. Another interesting poin 
the agitated staccato pattern of 
black and white on the officers 
seems to emphasize their action 
and frustration, 


In summation, the penciler draws his panels in pencil, and then they must be finished by the 
inker. And, as you can see, it is up to the inker to decide where, and how boldly, to apply his 
black ink. The inker figures very Importantly In determining the mood, the design, and the clarity 
of each panel, Thus, when you study a com cbook's artwork, you must always be conscious 

of two elements-ihe basic penciled drawing, and the inked version. Together, they add up to 

а completed illustration which is proudly presented lo Marveldom Assembled! 


Well, that wraps it up for now, gang. Naturally, we've only been able lo 
scratch the surface of this fascinating, almost limitlass subject. 
However, wo hopa that in theso all-too-brief pagos we've boon able to. 
give you a valuable and informative overview of what it takes to draw for 
the comicbooks. All anyone can really do is paint the way—give you а. 
few tips, a few suggestions. The hard work, alas, must be done by you. 


And yet, the beautiful thing about being a comicbook artist—even about 
striving to be one-is that you have lo love it in order to want to do it. 
Nobody gets into this field because someone else advised it, or because 
it seemed like a practical thing to do. No, being а comicbook illustrator 
is being engagad in a labor of love, and when you really enjoy what 
you're doing, that's almost reward enough, 


At any rate, we've told you all we can—at least for now, in this, the 
first volume of its type ever published. You've gained soma insight into 
what's required of the comicbook artist, and you've learned the types 
of things you must master in order to make the grade. The rest is up 

to you. 


Cre last word before we turn you loose to unleash your talent upon a 
breathlessly waiting world. To be a great singer, you've got to sing. 

To be a great pianist, you've got to play piano. And to be a great artist 
(and Marvel isn't interested in any other kine), you've got to draw! 
Draw! Draw! Wherever you go, whatever you do, whenever you have a 
spare minute—draw! Sketch everything you see around you; sketch 
your friends, your enemies, relatives, strangers, anyone and everyone. 
Become as facile with a pencil, pen, or brush as you are with а knit 
and fork, The more you draw, the better you'll be. And we want you to 
be-the best! 


Excelsior! 
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